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Marijan Molnar diplomirao je na Akademiji likovnih umjet-
nosti u Zagrebu 1976. godine. Od 1976. do 1979. godine bio 
je suradnik Majstorske radionice. Istodobno je surađivao s 
umjetnicima okupljenima oko Galerije Podrum i Galerije PM 
u Zagrebu. U vrijeme nove umjetničke prakse formira svoju 
strategiju kojom propituje procesualne elemente u konsti-
tuiranju rada, kontekst i uvjete umjetničkog rada, dvojnosti 
kulture i prirode, odnos subjekta i objekta i pitanje identiteta. 
U svojem radu koristi se instalacijama, filmom, videom, ambi-
jentima, akcijama i performansom, fotografijom, site-specific 
i online instalacijama. Za demokratizaciju umjetnosti ciklus je 
radova započet 1979. godine na tadašnjem Trgu Republike 
u Zagrebu. Izveden u različitim formama i primjenjujući više 
strategija, ciklus završava 1983. godine. Koristeći se jezikom i 
metodama ideologije, kao i neformalnog aktivizma propitivao 
je povezanost umjetnosti i širega društvenog i ideološkog 
konteksta. U ambijentu—instalaciji Passion/Incest, postav-
ljenom u Galeriji Kapelica u Ljubljani 1999. godine, prisutna 
je tema potiskivanja, odsutnosti i obitelji. Godine 2002. obja-
vio je autorsku knjigu Akcije i ambijenti. Tijekom 2005. i 2006. 
realizirao je trodijelni online, site-specific projekt Prevođenje, 
koji se odvijao na tri lokacije. Projektom je istraživao kate-
gorije otvorenosti i zatvorenosti te indiferentnost društva. 
Godine 2008. u Galeriji Bačva u HDLU-u Zagreb postavio je 
složenu instalaciju Ponovo pronađeni predmet u kojem ugo-
šćuje prodavača s Hrelića i njegove predmete dokumenti-
ra po principima muzejske prakse. Godine 2012. izdaje knji-
gu 1998.– 2008. pregled radova. Član je neformalne skupine 
umjetnika Pleh s kojom organizira zajedničke izložbe i akcije.
Živi i radi u Zagrebu.
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Marijan Molnar graduated from the Academy of Fine Arts 
in Zagreb in 1976. Between 1976 and 1979 he was an asso-
ciate of the Master Workshop. In the same period, he col-
laborated with artists connected with the Podroom Gallery 
and the PM Gallery in Zagreb. At the time of the new art 
practice, Molnar formed his strategy which questioned the 
processual elements of the constituation of art, the context 
and conditions of an artwork, the duality of culture and 
nature, the relationship between subject and object, and 
the issue of identity. In his work, he uses installations, film, 
video art, ambiences, actions and performances, photogra-
phy, as well as site-specific and on-line installations. For the 
democratisation of art is a cycle of public actions, initiated  
at the then Republic Square in Zagreb. Performed in differ-
ent formats and using multiple strategies, the cycle ended 
in 1983. By using the language and methods of ideology,  
as well as informal activism, he questioned the connection 
between art and the wider social and ideological context. 
In the ambiental installation Passion / Incest, exhibited at 
the Kapelica Gallery in Ljubljana in 1999, he deals with 
the theme of suppression, absence and family. In 2002 he 
published an authored book Akcije i ambijenti [Actions and 
Ambiences]. During 2005 and 2006 Molnar realized a three-
part, online, site-specific project Prevođenje [Translation], 
which took place at three locations. The project explored 
categories of openness and closedness, as well as social 
indifference. In 2008, Molnar staged a complex installation 
Ponovno pronađeni predmeti [Rediscovered objects], in which 
he brought a Hrelić Flea Market vendor to the Bačva Gallery 
in Zagreb, and documented his items in accordance with 
the principles of museum practice. In 2012, he published a 
book 1998–2008. pregled radova [1998–2008. An Overview]. 
He is a member of an informal art group Pleh that organises 
joint exhibitions and actions. Molnar lives and works  
in Zagreb.
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Razvijajući već više od četrdeset godina na analitičkim i kon-
ceptualnim postupcima konzekventno zasnovanu umjetnič-
ku praksu, Marijan Molnar izgradio je usamljenički, no komu-
nikacijski funkcionalan simbolički sustav, čvrstih tematskih 
okosnica i prepoznatljivih metafora. Unatoč tome što karto-
teka pojedinačnih Molnarovih radova i projekata neprestano 
raste, logika nadovezivanja, autocitiranja i dometanja njegov 
opus čini u osnovi otvorenim—svaki novi kreativni „zahvat” 
utječe na semiozu cjeline, izmješta ili nadograđuje smisao 
postojećih radova, cijepa integritet ostvarenoga, stvara nove 
konstelacije, namjerno potpirujući diseminaciju značenja. 
Umjetnički prilog napravljen za ovaj broj časopisa Život um-
jetnosti u tom je smislu primjeran; i u njemu se lako prepozna-
ju minula Molnarova ostvarenja, neka i s početaka umjetniko-
va radnog vijeka, koja se jednostavno, bez kalkulacije ishoda, 
izručuju nadolazećim tumačenjima. Tu je tako proklamacija 
iz 1969., koja se onomad nudila prolaznicima na potpis, ali 
je i opetovano, najčešće kao transparent ili grafit, znala ge-
rilski osvanuti na različitim mjestima i u različitim prigodama. 
Tu su fotografije performansa u kojem si je umjetnik na čelu 
naizmjence ispisivao prezimena Marxa i Bakunjina, ponavlja-
jući radnju do nečitkosti (1980.). Tu su sheme gnoseološkog 
odnosa subjekta spram okoline te nacrti prostornih izračuna 
proizašlih iz baznog „kvadrata zemlje”, jedne od Molnarovih 
stalnih metafora višestrukog značenja. Nadalje, tu je rječnik 
kao očitovanje ideal-tipskog poretka riječi i stvari, koji se u 
radovima također često ponavlja, potom četveroslovne rije-
či ispremetanih slova (MR-ST) i njima pridruženi ideogrami 
itd.— sve redom elementi koji s vremenom postaju znakovi 
jednog, u težnji totalnog, ideologiji sličnog sustava, kojim je 
načelno moguće baš sve protumačiti. Marxovo nasljeđe, kao 
sinegdoha društvene utopije općenito, u Molnarovu je radu 
pak naglašeno prisutno od 2008., dok u performansima iz 
2016. i sam Kapital kao knjiga postaje fetišističkim objektom 
agresije i obožavanja. Postavljajući uvijek opća pitanja koja 
nadilaze jednoznačne odgovore, Molnar dakle njeguje intros-
pektivno orijentiran, čak solipsistički umjetnički izraz, kojim 
posredno reagira na teme i probleme vlastitog vremena, i to 
u duhu umjerenog pesimizma kao jedinoga preostalog vida 
humanističkog stava prema svijetu.      I. M.
In over forty years of developing his artistic practice, 
consistently based on analytical and conceptual methods, 
Marijan Molnar has built a solitary, but communica-
tionally-functional symbolic system, with firm thematic 
frameworks and recognisable metaphors. Although the 
collection of Molnar’s individual works and projects 
keeps growing, the logic of follow-ups, self-citations and 
superadditions make his oeuvre essentially open—each 
new creative “intervention” affects the semiosis of the 
whole, displaces or adds to the meaning of existing works, 
splinters the integrity of the accomplished, and creates 
new constellations, purposefully fanning the dissemina-
tion of meaning. The artistic contribution written for this 
issue of the Život umjetnosti journal is exemplary in this 
sense; it also readily showcases Molnar’s past achieve-
ments, some from the very beginning of the artist’s career, 
which are simply presented for upcoming interpretations, 
with no calculations about the outcomes. Thus we have  
a 1969 proclamation, which at the time was offered to pas-
sersby to sign, but would also turn up, guerrilla-like and 
usually in the form of a sign or graffiti, in different places 
and on different occasions. There are photographs of a 
performance in which the artist alternatively wrote on  
his forehead the last names of Marx and Bakunin, repeat-
ing the act until illegibility (1980). We also have schemes  
of gnoseological relation of the subject towards the 
surrounding and drafts of spatial calculations stemming 
from the base “square meter of land,” one of Molnar’s 
permanent multiple-meaning metaphors. Moreover, there 
is a dictionary as a manifestation of the ideal-type order 
of words and things, which is another thing that shows 
up often in his work, as well as four-letter words with 
scrambled letters (MR-ST) and corresponding ideograms, 
etc.—all elements which, over time, become signs of 
one ideology-like system, total in its aspiration, which can 
in principle be used to explain truly every-thing. Marx’s 
legacy, as a synecdoche of a social utopia in general, 
began featuring prominently in Molnar’s work in 2008, 
while the 2016 performances turned the Capital itself, 
as a book, into a fetishist object of aggression and ado- 
ration. By always asking general questions that go beyond 
simplistic answers, Molnar cultivates an introspectively-
oriented, even solipsistic artistic expression, which he uses 
to indirectly react to topics and problems of his owntime, 
in the spirit of moderate pessimism as the only remaining 
aspect of the humanist attitude to the world.      I. M.  
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